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Abstract
The Wishing	Wall is a spectator-orientated 
artwork that was staged by Landi 
Raubenheimer and Paul Cooper in February 
2010, as part of the ‘Infecting	the	City’ 
performance art festival. The purpose of this 
article is to investigate the artwork in terms 
of authorship. The artwork consisted of an 
installation in Adderley Street in Cape Town, 
and as a public artwork involved spectators 
as voluntary participants in its creation. The 
question of authorship which arises, is to what 
extent the artists’ role is authorial, and to what 
extent the participants play this role. Nicholas 
Bourriaud’s theory of relational aesthetics is 
used as a point of departure from which to 
understand the relational aspects of the wall 
in which the author’s autonomy is subverted. 
Miwon Kwon’s writings on site-specific art 
are also referred to, as she contextualises 
the facilitating roles she envisions artists 
playing in such artworks. In a sense the notion 
of the artist as romantic genius is brought 
into question by artworks that displace and 
reinterpret the role of the artist as author, 
while at the same time this distinction 
remains necessary for the artwork to maintain 
its criticality. John Roberts argues that if this 
does not take place, the artwork runs the risk 
of being subsumed into the realm of social 
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1	 Social practice is here contextualised as John 
Roberts (2009:18) explains it and is taken 
to refer to the service and entertainment 
industries. It is the world of commerce and the 
culture industry as Adorno sees it. 
2	 Elkins sees this as one of many views of 
Modernity. In Master narratives and their 
discontents he discusses Modernity as it could 
possibly be seen as having its ontology in 
the 18th century. He lists Michael Fried, T.J. 
Clark and Robert Rosenblum as theorists who 
variously trace the roots of Modernity to 18th-
century painting. Clement Greenberg is also 
discussed as a theorist who sees Modernity 
in this manner, although not perhaps limited 
to the 18th century in artistic practice, if in 
philosophical thought. According to Elkins, 
Greenberg sees Kant as the first Modernist in 
terms of the concept of self-critique. 
3	 The decentering of the subject relates to 
the view of the autonomous artist and the 
spectator as viewer of this work, as theorised 
by Kant. This is referred to earlier on in 
the article, with reference to the notion of 
autonomous art. Cf. Panofsky’s notion of 
reception theory, which formulates three 
parties as generators of meaning in art: the 
author, the spectator and the artwork itself as 
object. The autonomous artist and the unified 
subject position of the spectator fit in with the 
autonomous art object in this context. 
4	 This corresponds to the fractured view of 
meaning Adorno (1970:154–156) discusses in 
relation to collage. The latter also challenges 
the unified subject position of the spectator by 
presenting him with an artwork in which the 
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